The paper addresses Vilém Flusser's media philosophy, with a focus on his concept of new media art. Since Flusser never wrote a clear definition of new media art, his view must be deduced from remarks spread across his writings. The deduction is based on the assumption that Flusser's notion of new media art can be set up within the frame of Gaston Bachelard's water element aesthetics. In the paper, metaphors associated with water and with dreams are used to establish links among such different terms within Flusser's vocabulary as "sounding images and visible sound" (computed and projected models of collected data), "chamber music" (a metaphor for the endless collective creativity shared within the digital media pool), and "Vampyroteuthis infernalis" (a fantastic creature living in the hostile environment of the oceanic abyss). The aim is to introduce Flusser as an author of an original and visionary aesthetic and of the poetics of new media art.
Vilém Flusser, The Water Element Media Philosopher

I live them synthetically in their original complexity, often according them my unreasoning adherence.
1 Vilém Flusser's way of thinking can be described as a form of intellectual play with ideas that revolve in whirlpools around questions such as: How will the technology-driven evolution of human society change humanity, human communication, human values, and human creativity? His essayistic and poetic style of writing, which is speculative rather than analytical, led some scholars to exclude Flusser's work from academic discourse 2 and others to call him a poet-philosopher. 3 Flusser's writings are in permanent flux, in a process of transformation and translation. He wrote most of his papers in three languages (German, Portuguese, and English) and he changed his arguments more or less every time he tried to fix his ideas on paper. His texts can be sorted into streams or clusters of arguments dealing with the same facts but with slight or significant changes both in the argumentation chains and in the conclusions that he poses. 4 Gaston Bachelard would say that Flusser's thinking indicates that his element is water. The water element refers to pre-rational experiences, such as visions or dreams, that come to authors and which the authors must then transform into rational arguments. "I live them synthetically in their original complexity, often according them my unreasoning adherence", 5 confessed Bachelard. The same can be said about Flusser's style of writing. This kind of thinking manifests itself in the fluidity of his arguments, which seem to be in permanent flux, circulating around the same subjects or topics.
6 Similar imaginationdriven writing can be found in the texts that Flusser called fables, in which he dealt with possible technology-driven futures of humankind. 7 Other writings took the character of rational arguments constructed around his personal experiences, the images, scenes, and events stored in something as insecure and fluid as personal memories. The water-like and dream-like imagination is present in Flusser's writings in its ambivalence. His arguments balance between the two dominant modes of the water-element imagination mentioned by Bachelard: 9 On one side, there are springtime, easy reflections, playing with the images of the future that are sparkling on the water-like surfaces; this can be compared with Flusser's tendency to play with concepts without using quotations, without needing to support his statements with references to evidence or examples, his allegorical and metaphorical way of thinking. On the other side, there are deep dives into the stagnant waters of the fundamental questions and values of human beings; these can be compared with Flusser's interest in the dialogical character of human existence in the world, his understanding of humanity as becoming, as a permanent process of transformation and redefinition, thus at permanent risk of being transformed so radically that it would be impossible to use the term human anymore. The water element also connects to Flusser's periodically expressed visons of new media art.
Dreaming about New Media Art
It will become pointless to try to distinguish between music and so-called visual arts because everyone will be a composer, will make images. The universe of technical images can be seen as a universe of musical vision.
10
In September 1988, Flusser visited the European Media Art Festival in Osnabrück. It was the year when the festival of experimental film and video, established in 1982, displayed new media art for the first time.
11
During the event, Vilém Flusser gave an interview in which he was asked to express his opinion about the media art he saw there. His answer summarizes his ideas about new media art and puts it into the wider context of a "cultural revolution" driven by the change of code from linguistic to mathematics, from the linearity of texts to the mathematical order of synthetic images. Flusser expressed a certain disappointment with contemporary new media art production in the interview. It seems that he missed seeing works of art that would investigate the nature of calculated (synthetic) images, their materiality, and the specific character of the new medium (the mathematical logic, the binary code, the performativity of software, etc.). This kind of new media art -more analytical, investigative, and conceptual than playful and spectacular -could be found later, in the 1990s and especially after 2000. It is called software art or code work usually.
14 The fact that Flusser was not satisfied with contemporary new media art production may be the reason that he never referred to particular art works and never mentioned any artists when he wrote about the new media art. It can be said that Flusser's concept of new media art was not a reflection of the new media art production of the time, but rather a form of dreaming about the new media art of the future. The synthetic character of the new imagination refers not only to the quality of the projected electronical images, but to their synthesis on a structural level. 17 Flusser turns our attention to the materiality of the technical images produced by computers (digital images), asserting that it is more like the universe of music than like the visual arts with their strong tradition based on mimesis as representation. Flusser stated that "compose and compute are synonyms" 18 and that "the universe of music is as calcu lated and computed as that of technical images."
The Images That Sing
19 He concluded that digital images are computed or composed in a sense that was previously assigned exclusively to works of music. In his words, "It will become pointless to try to distinguish between music and so-called visual arts because everyone will be a composer, will make images. The universe of technical images can be seen as a universe of musical vision."
20 Following these propositions, Flusser claimed that the new art of the future will take the form of "sounding images and visible sound." 21 Flusser found forebears of the new media art in abstract paintings and scores of newer musical compositions. However, he noted that efforts to make music pictorial and pictures musical can be fulfilled only within electronic media, because only the "synthesized images are really conceived musically and made musical with visualizing power."
22
He explicitly distinguished the art of the sounding images from cases of using electronic mixers that automatically translate images into sounds and sounds into images, because the sounding image is not an image mixed with music; rather, "both are raised to a new 
level, the audiovisual."
23 He concluded that it made no sense to distinguish among images, texts, or music in the universe of synthetic (digital) images, because everything is subject to the logic of the computation (composition).
The sounding image is made by a programming language that directs the computer to perform specific operations. The performativity of the algorithms that produce the new quality of the synthetic images led Flusser to call them "ideograms that work."
24 A classical conceptual software work of art, Every Icon 25 by John F. Simon, Jr. from 1996, is a good demonstration of the difference between the technical image (e.g. a photograph or film) and the sounding image (the ideogram that works). Every Icon is a short and simple program:
Given: A 32 X 32 Grid Allowed: Any element of the grid to be black or white Shown: Every Icon
Every Icon progresses by counting. 26 Starting with an image in which every grid element is white, the software displays combinations of black and white elements, proceeding towards an image where every element is black. Thus, Every Icon is not an image in the sense of visual art; it is a visualisation of the program processing, the manifestation of computation. Unlike an image projection (as with film, for example), viewers are watching the image performance (the program processing) in real time. Every Icon is a minimalistic yet conceptually complex example of the new media work of art materiality that Flusser addressed with the notion of "sounding image". We can say that it is an image singing its composition. To understand its nature, watching the screen is not enough. One must dip beneath the surface of the computer screen to become acquainted with the program, composition, and concept behind it. 
Chamber Music and Close Circuits
[…] pure play, by and for the players, for whom listeners are superfluous and intrusive.
33
The constitutive principle of the universe of sounding images, the dataspace or the telematic space, is the cybernetic loop. The repetitive movements in loops are involved in all practices connected with programmed digital media. 34 Lev Manovich described the cyclical character of programmed media production while illustrating the logic of the computer and its influence on our culture (culture transcoding): "The logic of a com puter […] Chamber music was long performed in private by amateur musicians who came together to play music for their own pleasure. "It is cybernetic," noted Flusser, because it is "pure play, by and for the players, for whom listeners are superfluous and intrusive. It employs participation (strategy) rather than observation (theory)." 39 Flusser stressed the dialogical and participatory character and the lack of self-awareness of the musicians, replaced by the endless circulation of information within the network that interconnects the apparatuses and their functionaries into one whole.
The cybernetic character of the apparatus-operator complex production was addressed by Axel Bruns using the term "produsage" 40 (an abbreviation of production and usage) to refer to the collapse of the production and consumption dichotomy that is replaced by a closed circuit of endless participation and collaboration. Examples of these kinds of cultural production strategies are remake, remix, postproduction, appropriation, and the viral distribution of memes. In all of these practices, the cyclical character of the loop can be found as a principal logic.
These examples of typical productions within dataspace are in concomitance with Flusser's thinking. However, the metaphor of the chamber orchestra performance refers not only to the participatory character of the production, but also to the absence of reflective (theoretical) thinking; such thinking is possible only when one cuts the flux of information exchange and steps back to look on the arrangement from a distance. That is why the state of mind that the apparatus-operator complex produces takes on the character of dreaming.
Whirlpools and Surface Play superficial images […] play on the surface of an element without giving the im agination time to work upon matter.
41
The cyclical character of production trapped in a cybernetic loop can be likened to the play of reflections on water surfaces. "Surface play" is a term used by Andrew Darley 42 to characterize the typical strategy of technical image production and reception that spread in connection with the popular postmodernism tactics of consumption. Surface play refers to the popular entertainment formats of the 19th century, providing astonishing special effects and fantastic illusions to evoke sensual pleasures. In postmodernism, the spectacle gained a new stage in the play between quotations, parodies, and allusions on one side, and immersive experiences provided by digital technologies (e. g. video games) on the other. Flusser addressed the surface play experience using the metaphor of a chamber orchestra performance. The group of people and instruments in collective improvisation is a metaphor for the interaction of humans with dataspace in a kind of (surface) play that takes place within the computer screen-keyboard-fingers-brain arrangement. The player's session seems to be a trap akin to that of Narcissus. They are playing on their computer keyboards and enjoying images on their screens without realizing that they have gotten lost in a reflections made of images of images of images… This kind of experience is usually described by the word immersion, which normally refers to being under the surface of or in a body of liquid. However, in the context of new media theory it refers to the experience of being inside the world of synthetic images, in which the subjects lose the sense of themselves as separate from the medium or its simulated world. However, extending the metaphor of water, I would compare this kind of experience of human-synthetic image interaction to swimming or snorkelling: just safe, comfortable, playful fun.
Ocean Abysses and Vampyroteuthis Infernalis "The text Vampyroteuthis Infernalis […] is deliberately provocative in its formu lations in order to stimulate thinking about the present and the future."
44
Images flickering on screens can be likened to the reflections on water surfaces that Bachelard described as "superficial images that play on the surface of an element without giv ing the imagination time to work upon matter."
45 He encourages recipients to overcome the surface play trap, the (cybernetic) loop of circulating images, and to see through the water, in the sense of seeing in depth and also seeing beyond: "The lake or pool or stagnant water stops us near its bank. It says to our will: you shall go no further; you should go back to looking at distant things, at the beyond." 46 Flusser shares with Bachelard the idea that it is necessary to look from a distance at things and to look beyond these things to be able to really know them. But instead of standing and contemplating on a seashore, he takes us on an adventurous journey under the water's surface to meet with a fantastic and still real creature: Vampyroteuthis infernalis, the vampire squid.
Through "sounding images" Flusser addressed materiality and the structural quality of the new media art. He approached the poetics of telematic society production (including art) by means of the uneasy comparison with the fantastic Vampyroteuthis infernalis. The vampire squid is the closest relative of the octopus's earliest ancestor, which is still in many aspects one of the most interesting members of the Cephalopoda, albeit one of the smaller ones. It is a mollusc inhabiting the dark waters of the oceanic abyss. The creature and its environment are presented as exact opposites to humans and their environment. However, Flusser uses the comparison not to describe the differences between humans and molluscs, but as a rhetorical figure enabling him to remind us that these differences are complementary rather than contradictory. We can interpret the mollusc as a virtuality of man, or as a carnival or grotesque image of humans of the possible future.
Not one of wakeful reason, the vampyroteuthic world is rather one of dreams. In this regard our respective Daseins are not radically different. As complex beings with complex brains, we are both partially rational and partially oneiric, and yet these two levels of consciousness are inversely proportioned between us. What to us is wakeful consciousness is, to its, the subconscious, a fact that manifests itself phenomenally in its stance toward life: head down, belly up. It is critique of pure reason is our psychoanalysis.
47
The mollusc's life serves Flusser as a metaphor for the telematic society of the future that will be a result of the ongoing transformation of human communication, culture, and art towards abstraction and dematerialisation. According to Flusser, the mollusc's art does not involve the production of artificial memories (artefacts, objects) but intersubjective and immaterial communication, i.e. the immediate inclusion of data in the brains of those that perceive it. 48 The mollusc's art is reminiscent of the oneiric experience of the production and consumption of synthetic images -the "software processing" -within the cybernetic loops in the dataspace. Flusser explicitly points to analogies between the mollusc's methods of interaction and "the new communicative media [that] may not be biolu minescent organs, but they are similarly electromagnetic."
49 His argument leads to the conclusion that human evolution is heading towards the conditions of the mollusc. As Flusser puts it: "A vampyroteuthic revolution is underway." Both Bachelard and Flusser are convinced that it is not the formal quality of composition or the motif but the materiality of the media that provides the key for understanding the character and meaning of the new media art. Flusser invites us to plunge into depths of hostile abysses to experience its materiality and to see beyond the world as we know it. He calls for deep diving into the liquid materiality of the water element to investigate the bios of these (for human) hostile places, even to reach the bottomless oceanic abyss.
The allegory of the mollusc living in the oceanic abyss (the abysses of the data pool) introduces us to Flusser's vision of a dystopian future with humans trapped within the 47 endless play of synthetic images providing easy, sensual pleasures (the surface play of a chamber orchestra). However, between the lines in his book can be found another story, the story of a diver (an adventurous scientist or artist) who undertakes a dangerous journey into the depths of the oceanic abyss to investigate and analyse the materiality of the dataspace. The deep diving can serve as a metaphor for the tactics and escape routes that make it possible to overcome the trap of cybernetic circuits and the surface play of synthetic images. The deep diving is the opposite of mere immersion in the play of reflections and the theory. It refers to the experience that goes beyond our common sense and habits and even beyond our anthropocentric world. The risky plunge into the dataspace provides the diver with "hands on" experience with the dataspace materiality (the nature of programing codes and the logic of numbers and mathematic structures and processes).
In opposition to the surface play of images, the experience of the environment of the oceanic abyss is aural in its complexity rather than visual: the darkness pushes us to perceive these sounding images (the soft creatures, the molluscs) as sonar signals. We have to let them resonate through our bodies. Moreover, the pressure of the water in the abyss reminds us of the transformative power of the digital apparatus, its liquidity refers to the variability and fluidity of the dataspace. Deep diving into the darkness of the abyss can be metaphorically read as a message that the visual information will blind the viewer to the qualities of the medium, but aural (bodily and conceptual) experiences can have a transformative influence on the brain that can even change the way we see the computer -the dataspace of singing images.
Moreover, the metaphor of deep diving refers to the poetics of new media art in the sense that Flusser understands art: as a gesture of liberation.
Art is the master paradox of the Flusserian pluriverse, appearing here and there under certain con ditions, distributed when pinpointable, removed from the world even as it operates at the level of the everyday, volatile yet often achieving concrete form, archeiropoetic yet sometimes automatizable. As such, it is neither a branch of learning per se nor a set of objects of whatever sort, but rather the name given to a range of perpetually morphing methods and models, ratios and calibrations, distinct from, and irreducible to, matters of skill, design, performance, aesthetics, culture, magic, or 
